InTRoduCTIon
Attempts at opening up philharmonic repertoires to the so-called new music entailed -from the early 20 th century -a number of paradoxes and determinants, such as the need for the programming reformers to confront the conservative audience (frequently prejudiced against the composer), to deal with the changing socialeconomic situation of concert venues (which emphasised programmatic contents not related to the music itself ), and to cope with the generally indisputable (that is, absolutist) ideological programmes of the modernist artists themselves. Polish philharmonic institutions of the interwar period had no autonomous budgets or independent funding. After the war they were subordinated to the (frequently ad hoc) concepts of totalitarian state and to a distorted educational paradigm (in socialist Poland). Modernism often radically clashed with the romantic type of expression that reflected the musical elite's commitment to the revival of music life (with clearly emphasised national elements in the presented music) and was evidently used by the authorities for the purposes of the propaganda of national unity in the socialist spirit. 1 In the period of socialist realism in Polish music , the authorities applied a distorted version of the modernist postulate of "giving voice to the civilisation" and the polyphony of artistic message -in order to combine genres hitherto reserved for popular music and monumental versions of folklore with new inventions: the mass song, and panegyrical cantatas in praise of Stalin. Using the pretext of universal accessibility of music, the system in fact reinforced the (ideologically alien) model of bourgeois culture.
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The present paper is dedicated to the work of Bohdan Wodiczko -artistic director and principal conductor of Warsaw Philharmonic (1955 Philharmonic ( -1958 , whose consistently modernist programming policies foreshadowed the political and cultural thaw, which brought Polish music in long-awaited contact with the West. Wodiczko's ideas redirected the audience's sensitivity toward the major trends of the first modernist movement and prepared the ground for the Polish school of composition, which made its appearance in 1956.
The fIRST STAge of BohdAn WodICzko'S WoRk AT The PhIlhARmonIC
Bohdan Wodiczko took over Warsaw Philharmonic as a result of a phone call made by Włodzimierz 2 According to Zofia Lissa, the taste promoted by the authorities in that period was a fusion of elitist and egalitarian tastes, created with a view to producing "a uniform musical culture corresponding to the statistical level of the majority of the nation." What the authorities demanded was an "intermediate" music suspended between the elite and the mass audience, "stylistically located more or less in the regions of neo-Romanticism." Cf. Z. Lissa, (1966) . Muzyka polska w latach 1945 , in: E. Dziębowska, ed. Polska kultura muzyczna 1944 -1964 . Stefan Jarociński in his appraisal of that period wrote about the impoverishment of music culture, which resulted from consistently barring modern art from wide circulation, from wasting the new-found potential for the country's economic modernisation, and the neglect of mass media. "Rather than taking full advantage of the tools for the mass diffusion of culture goods (the radio, music records, films, etc.) and developing audience sensitivity to modern art, it was decided that the audience ought to be kept as far as possible from that modern art, and level-down standards were applied. Everything was to be adjusted to the untrained tastes and views of the mass audienceboth the choice of values inherited from the bourgeois culture of the past and the current artistic production." Jarociński, S. Muzykologia i piśmiennictwo muzyczne w latach 1944 , in: Polska kultura muzyczna 1944 -1964 Musicology Today • Vol. 14 • 2017 DOI: 10.1515 /muso-2017 Sokorski, Minister of Culture and Art, in March 1955, in 3 All the three reviews leave us in no doubt as to the orchestra's level presented during those concerts. Lucjan Kydryński writes about "misunderstandings, almost a scandal" (cf. idem, Dziesiąta Symfonia i pierwszy sezon, "Przekrój", 16 th Oct. 1955, No. 549, p. 11) ; Józef Kański about "the evident shortcomings of the orchestra" and "the progressive decline of the Warsaw Philharmonic Symphony Orchestra's level in comparison with the Great Symphony Orchestra of Polish Radio (jk, 1955. Bilans otwarcia Filharmonii Narodowej, Stolica, No. 12 (378), 20 th March, p. 11; Jerzy Wojciechowski notes the "overly harsh, uneven, frequently impure orchestral sound" and numerous "rhythmic blunders," claiming that only the pianists saved the performance (cf. idem, 1955. Występy jurorów Konkursu Chopinowskiego, Dziś i Jutro, No. 10, 13 th March, p. 7.
Having taken over Warsaw Philharmonic, Wodiczko introduced radical changes in the organisation of that institution, which served as the basis for his programming revolution. His reforms included: 1) reorganisation and improvement of the orchestra's standards by employing talented young musicians from all over Poland, as well as improving the orchestral sound; 2) the establishment of the first professional mixed choir (under the direction of Roman Kuklewicz); 3) the foundation (on the initiative of Professor Zofia Lissa) of the Early Music Vocal Ensemble, which under Zbigniew Soja and Mirosław Perz presented both Old Polish music and a rich selection of Western early vocal music in period style, and promoted the discoveries made in that field by the University of Warsaw's Faculty of Musicology 4 ; the purchase of new instruments. These changes were supplemented by solving administrative problems. Excellent salaries and conditions of accommodation were guaranteed to the Philharmonic's artists (flats at the rear of Nowy Świat Avenue were secured for this purpose from the communist party elite). The opening of the Chamber Music Hall proved a spectacular success, and the Congress Hall was used for great popular music gigs (the so called Warsaw Concerts series). Talks were conducted with the authorities about the (unfortunately utopian) project of building a new, architecturally modern and acoustically perfect Philharmonic Hall in Defilad Square.
The IdeologICAl SIgnIfICAnCe of WodICzko'S ConCePT
It will be worthwhile to place Wodiczko's concept of Warsaw Philharmonic's operations against the background of Poland's cultural map in that period -especially focusing on the ideas that reflected (and anticipated in the long run) the expressive qualities of new music, and the new-found social-cultural independence of Polish 4 Bohdan Wodiczko's views on the role of early music in philharmonic repertoires reflect his fascination with the impact of historical music on the entire first modernist generation (the neo-Classicists, dodecaphonists) and consequently also on the new school of conducting: "All modernity must be anchored in a solid school of early music. One can hardly become a good contemporary conductor without a thorough knowledge of the Franko-Flemish polyphony, the Renaissance a cappella style and the various stylistic trends of the Baroque," he said in an interview (1960 Wodiczko's role in the post-thaw breakthrough (referred to as the first culmination of his artistic career) was thus characterised by Stefan Kisielewski:
His role was not a purely musical one; it was also social, psychological, ideological, even political. In that period concert life played a very important role in Poland, performing the […] function of a "rotary platform" -an intermediary between the East and the West in the area of culture; in fact, a kind of mission. 
The BARomeTeR of PolITICAl ChAnge
The process under study took place in a very special political context. From the spring of 1956, changes in the policies of the Polish United Workers' Party (PZPR) were becoming evident. The faction of the previously persecuted activists (including Władysław Gomułka, now released from prison) came to the fore, and minister Włodzimierz Sokorski, associated with the ideology of socialist realism, was replaced on 17 th April 1956 by Karol Kuryluka moderate communist whose attitude to left-wing views was strictly ideological, and who was also a talented journalist (editor-in-chief of "Sygnały" under the German occupation and of "Odrodzenie" after the war). Barbara Fijałkowska, author of Polityka i twórcy (1948) (1949) (1950) (1951) (1952) (1953) (1954) (1955) (1956) (1957) (1958) (1959) , claims that Kuryluk was the only minister of culture in communist Poland who did not stress the ideological role of his ministry, and did not preach complete submission of artistic life to the Party's policies. Rather than seeing artists as subservient to the state, he believed in the state patronage of culture and in a broad campaign for the promotion of art. Several months later, the phenomenon known as the Polish poster school came to the fore; avant-garde poets and writers made their debuts; Polish literary circles developed an interest in the writings of the European existentialists, theatre of the absurd, and the American counter-culture. Notably, the political harbinger of changes in Polish cultural and political life that took place in 1956 was the 1 st Polish edition (in April 1955) of Ilya Ehrenburg's novel The Thaw (Rus. ottepel), translated by Jan Brzechwa, in which the word "thaw" became a cryptic synonym for relaxing the grip of the system. Ehrenburg presented the Russian society as infected by careerism, moral ambiguity and cynicism, and most of all -living in pitiable material conditions. 9 The international communist youth movement supported the organisation in Poland of another event which struck the participants with its cheerful and light character -the 5 th World Festival of Youth and Students "For Peace and Friendship" (hosting nearly 30 thousand young participants from 114 countries). It occasioned theatrical spectacles, poetry evenings, a literary competition, and exhibitions of fine arts. Warsaw was decorated with sets created by outstanding debutants from the Academy of Fine Arts. The coloured costumes of foreign students contributed to the release in Polish youth of unheard-of artistic energy and longing for dynamism like that observed in West European life. In the meantime, symptoms of political change also appeared at the top of the political system. After the Poznań June uprising, the communist Party leaders presented a project for "correcting the distortions and perversions" of the system. 10 The charges against Party activists who represented "dissident" options and were kept in prison, were withdrawn, 
The SPACeS of muSIC
One of the issues that Wodiczko dedicated himself to was the project for a modern Philharmonic hall. He envisaged designing and constructing in Warsaw a large modernist, acoustically perfect urban concert hall that would become the centre for the promotion of his monumental, pluralist and constructivist vision. The project fell through 16 , but the conductor willingly took advantage of the Congress Hall in the recently built Palace of Culture and Science as a venue for his concerts. Wodiczko's real achievement as far as concert space is concerned was the opening of the long-planned Chamber Music Hall at Warsaw Philharmonic (on 12 th September 1957). The inauguration was celebrated with a concert of the Czech early chordophone ensemble Pro Ante Antiqua.
The neW PRogRAmmIng PolICy
The philharmonic repertoire announced in the music press by Bohdan Wodiczko testifies to his objectivity in the areas of style of interpretation, abstract qualities of music, the primacy of rhythm, and far-reaching aesthetic associations between different musical styles, as well as to his attempt at redefining the Philharmonic's social role. His stance was clearly in harmony with the transformations in attitudes to philharmonic companies as centres of the new musical culture. His ideas were not only aesthetically revolutionary, but also entailed the need for changing the perception of music (he postulated a shock effect) and its reception (broadening the semantic and axiological field of Philharmonic programme reception; unconstrained work on the formation of the 20 th -century musical canon; questioning the boundaries between "good" and "bad", old and new music).
Bohdan Wodiczko turned Warsaw Philharmonic into a versatile music institution. His repertoire policy was based on three principles, which were expounded in the insightful interview conducted in 1960 for "Ruch Muzyczny" by Bohdan Pociej. The interview also contains 16 J. Waldorff , (1956 These three pillars of the repertoire, which agreed with the postulated crossover aesthetics and the idea of moving between different periods in music history, as well as catering to the romantic nature of the "Polish political soul" -were to persuade the audience to change its habits with regard to musical accessibility. According to Wodiczko, one of the key innovations was a change in the structure of the traditional concert, which abolished the division into overture or symphonic piece to start with, and a concerto or symphony as the main course. The change of the paradigm of institutional organisation -which foreshadowed the achievements of some of the present-day philharmonic companies in Europe -was to be accompanied by new, more effective forms of education, such as the school concerts, which no longer presented the traditional repertoire and elaborate educational commentaries, but were supposed to exert impact through musical detail and "action". In the reality which Stefan Kisielewski referred to five years later as the "musical interregnum" 18 , the music conductor's key task 17 Bohdan Wodiczko o roli dyrygenta i problemach stylistycznych dyrygentury, op. cit., p. 6. He also outlined a plan for orchestras' self-development which would help achieve these aims, based on: a) a repertoire divided into four stages according to level of difficulty: Baroque, Classical and contemporary (20 th -century classics of the "great rhythmic renewal," including the neoClassicists Bartók and Hindemith), and Romantic (only marginally present); b) working on the maximum number of works within a short period; c) forming chamber music groups from within the orchestra; d) stylistic diversity, which allowed for the most effective confrontation with the technical and sound-related problems of 20 th -century scores.
18 The concept of a "musical interregnum" (borrowed from Melchior Wańkowicz) was used by Stefan Kisielewski in the title of his 1966 collection of essays. He referred to the period in music culture which he defined as "the period of transition, which combined the shadows of the past with the first sunrays of a new age dawning." Kisielewski noted the gradual re-orientation of the first-avant-garde constructivism toward the total sound control of the second avant-garde, accompanied by a diffusion of various musical genres, which co-formed the axiologically democratic was to present music that was "close to the mentality of the present-day man," "to inspire enthusiasm for music reception," "to cultivate a positive snobbery" and a vogue for the new art. In the longer perspective -to "educate the audience" so that it can subsequently start to follow its own aims and values. "The listeners ought to be disturbed in their safety, attacked and shocked, even irritated. All this leads to our most important objective: arousing interest,"
19 explained Wodiczko in one of the interviews. Here is how Stefan Kisielewski assessed Wodiczko's programming policy several years later:
Wodiczko's uncompromising, go-getter attitude, his tenacity and aggressive pressure -proved highly successful. He did not compromise his programming concepts, not even a tiny bit, and so in that period of pervading repertoire poverty, his concerts were a veritable oasis of artistic diversity and openness. All those hungry and thirsting for modernity will remember very well this phenomenal season of plenty that has come after the time of socialist-realist and commercial famine; all those fascinations and intoxications with Stravinsky, Honegger and Berg. 21 .
and mutually interactive space of musical life (avant-garde, neo-Classical, jazz, popular and folk music developed within a circle of mutual inspirations and interrelations). In: idem, Pisma i felietony muzyczne, Vol. 2, op. cit., p. 19.
"B o r e d o m [spaced out as in the original]
, unfortunately so common in our concert programmes, is the greatest enemy. The listeners ought to be disturbed in their safety, attacked and shocked, even irritated. All this leads to our most important objective: arousing interest. How refreshing and inspiring proved the atmosphere of scandal that accompanied the premieres of many modern masterpieces! Concert programmes ought to be formed on the principle of contrast, of bold stylistic confrontations. V a r i e t y is the catchword," said the conductor in an interview carried out by Bohdan Pociej. Bohdan Wodiczko o roli dyrygenta i problemach stylistycznych dyrygentury, op. cit., p. 6. The music of Igor Stravinsky took pride of place in Warsaw Philharmonic repertoires in that period. The composer's most important works had not previously been performed in Poland. Taking advantage of the inherent qualities of his conducting style: the discipline of work with the orchestra, emphasis on innervated rhythms, a predilection for condensed and violent expression, for textures that irritate the ear, and a selective approach to orchestral colour -Wodiczko became a key propagator of the music of this 20 th -century Russian master, and critics soon hailed him as Poland's best expert on the interpretation of Stravinsky's music. For Bohdan Wodiczko, Stravinsky -along with Debussy -marked the symbolic beginning of objective, anti-Romantic type of sound in the 20 th century, and of the change in the paradigm of thinking about beauty in music, which resulted from the supremacy in the musical work of a superior, Apollonian ordering factor. Especially memorable to the Warsaw audience was the triptych of Stravinsky's early ballets written for Diaghilev's company. Drawing on the composer's unfulfilled plans to obtain a Polish citizenship (as owner of a country estate in Ustylúh, situated before the war in Poland's eastern borderlands, now in Ukraine), Wodiczko strove throughout his career to turn Poland into a "Stravinsky land", using such opportunities as the Before the war, these compositions were simply considered unperformable. For instance, after seven days of rehearsals with the prewar Warsaw Philharmonic Orchestra -which was considered as a high-class ensemble -Fitelberg had to give up his plans for the performance of The Rite of Spring (even though the rhythmic difficulty of the work was somewhat diminished by the composer himself in the new simplified version). 25 Only some selected orchestral works by Stravinsky were performed in Poland before 1939: The firebird, Petrushka (many times), l'histoire du soldat, Pulcinella, little Suite, The fairy's kiss, Jeu de cartes, and the Piano Concerto, presented by Stravinsky himself in 1927. After the war, only three of these were performed: The firebird, the new version of Petrushka, and little Suite.
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All the three performances of works by Stravinsky under Wodiczko attracted great audience interest and won critical acclaim as interpretations which perfectly grasped the design of these great forms, and wonderfully brought out the polymetric and polyrhythmic qualities, the pungent sound of the harmonies and the selective treatment of orchestral sound. After the performance of Petrushka, Lucjan Kydryński wrote:
It was a really inspiring and exhilarating interpretation. This is to a large extent due to the music itself, but also -to the passion and temperament with which Wodiczko conducted his orchestra. Despite a few mistakes, it was the overall panache, the splendid sound, the brilliant exposition of all the outstanding effects that Petrushka abounds in -that decided about the reception of the whole. The huge ovation confirmed this well enough.
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Stefan Kisielewski concluded his already quoted review of the first performance of the Symphony of Psalms with these words:
Today's Polish premiere of the Symphony of Psalms, completed in 1930, has been a major event. We owe this largely to Bohdan Wodiczko and to his enthusiastic, persistent promotion of the music of our own age.
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Another admirer of Stravinsky's music, Zygmunt Mycielski, gave the following review of les noces:
The first performance of this work in Poland has been one of those premieres that we have awaited with or without hope, depending on the temperament of the given person (…). Our audience had to "hang down from the chandeliers" -as Szpinalski puts it -to squeeze into the concert hall. Everybody came to listen to that music (…). The tremendous effort made by the choir, the soloists (…), the pianists, the conductor Bohdan Wodiczko and the choirmaster Roman Kuklewicz -resulted in overwhelming success. Literally everyone did their best, including the percussion section, which plays an autonomous and exceedingly difficult role in this composition. The musicians played and sang with great enthusiasm.
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By conducting Stravinsky, Wodiczko became for the critics a continuator of the historical effort of Grzegorz Fitelberg and Emil Młynarski. According to Jerzy Waldorff, however, what differed Wodiczko from his predecessors was the precision with which he interpreted the works, closely following the score.
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As the author of the Philharmonic's programming policy, Bohdan Wodiczko also included in the repertoires compositions scored for untypical performing forces, which were then rarely presented on Polish concert stages. During his tenure, pieces by Stravinsky and Orff, as well as Goffredo Petrassi's Canto di mori to a text by Giacomo Leopardi for mixed choir, wind ensemble, 3 pianos, 4 percussionists and 5 basses were performed. For the first time in Poland, the audience had a chance to hear a different, dry, almost percussive orchestral line-up and sound. In the music of Carl Orff (the Polish premieres of Carmina burana under Zygmunt Latoszewski and Catulli carmina under Bohdan Wodiczko), the audience and the critics confronted the energetic qualities of music written in the 1 st half of the 20 th century and the distinct role of rhythm (though much simpler than in the case of Stravinsky). Performances of Orff's music provoked a stormy discussion among reviewers writing in, among others, "Przegląd Kulturalny" and "Ruch Muzyczny" 31 , who voiced their opinions concerning the simplicity of Orff's harmonic patterns, the 29 Z. reduced orchestration, and the ostentatious repetitions. Orff's supporters included Witold Wirpsza and Bohdan Pociej, his critics -Zygmunt Mycielski ("he makes up for the deficiency of genuine imagination and invention by using great and empty words") and Władysław Malinowski ("there is no music in it").
In his Warsaw period, Bohdan Wodiczko also presented abundant examples of music by other modernist composers previously unknown in Poland, and his special predilection for their music led him in the following years into new uncharted aesthetic territories. One of the composers he dedicated particularly much space to was Frank Martin. To Wodiczko, the works of this Swiss composer, uniquely combining qualities known from German music (the prominence of counterpoint, Baroque forms, late Romantic chromaticisms in the harmony combined with the twelve-note technique) and from French tradition (a sensitivity to sound colour, subtle expression and ethereal quality, classicism of forms) -reflected the conductor's ideal of unity between form and content, between classical logic and emotional expression in music 32 . In this period Wodiczko conducted Martin's Études for string orchestra, his Petite symphonie concertante, Concerto for harpsichord and orchestra, the anti-war oratorio In terra pax, as well as golgotha -an example of the composer's Bach fascinations and a piece particularly attractive to the audience. Wodiczko also conducted the latter composition during his last concert at Warsaw Philharmonic in April 1976.
The music of the Czech neo-Classical composer Bohuslav Martinů, one of Wodiczko's favourites, attracted much interest among the audience, which was greatly impressed by the interpretations of Symphony no. 4, double Concerto for two string orchestras, piano and timpani, as well the field mass (with Andrzej Hiolski singing the solo part). The works of Albert Roussel, which combine a French type of sound with discipline and references to Brahms (evocations, Suite en fa) were also greeted with applause. One must also mention Wodiczko's discovery from that time -the music of André Jolivet, a representative of La Jeune France in music (Concerto pour ondes martenot 33 ) 32 Konstanty Regamey characterised Martin's oeuvre as "a harmonious synthesis of Romanesque and Germanic musical components," "music of exceptional nobility and sublimity," idem. (1946) The Requiem does not electrify or shock with sharp, extreme harmonies or with colouristic eccentricities (...). It is a "summing up", a consolidation rather than an experiment and a quest for new solutions. A mature work, full of internal balance.
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The performance of Palester's work was not the only event that could provoke the audience to reflect on the political atmosphere in Poland at that time. 35 The ban on Palester's music was only lifted in Poland in 1977, when the appropriate entry was deleted from censors' directories. Such issues were regulated by a special Book of Instructions and Recommendations, published by the Main Office for Control of Press, Publications and Public Performances, which under item 2 among the rules for the control of music publications contained the following instruction: "With respect to the following persons, the principle should be adopted of eliminating their names and mentions of their works from the press, radio, television as well as from non-periodical publications of non-academic character." A list of 29 names followed; next to the name of Roman Palester, we have "Anul. 11
th Febr. 1977 
The WARSAW AuTumn
The programme of the inaugural concert of the 1 st International Festival of Contemporary Music, held on 10 th October 1956 at Warsaw Philharmonic, had a symbolic significance. The Festival was also an opening up to the presentation of the Polish school of composition. On that evening, the audience heard two pieces of sacred music: les offrandes oubliées 38 by Olivier Messiaen (a composer who caused a sensation in Poland) and Szymanowski's Stabat mater (foreshadowing all the modern transformations in Polish music), as well as Shostakovich's Symphony no. 10 (which reminded the audience that the period of socialist realism in Polish music had been closed once and for all). The programme of the first Festival edition featured music by, among others, Stravinsky, Prokofiev, Bartók, Janaček, Honegger, Dutilleux, Berg, Spisak, Szabelski, Perkowski, Woytowicz, Turski, Malawski, Kilar, Baird, Serocki, and Dobrowolski. This proves that Bohdan Wodiczko was one of the very first to reflect the spirit of the place and time, as aptly defined by Zygmunt Mycielski in his review of the 2 nd edition of the Festival in 1958:
The world splits and reunites, mixes and clashes, not only politically, but also culturally. This is a process (…) hard to follow closely and remain up to date with. The place we are in -Warsaw -should help us (…) find a proper perspective on these matters, in the context of our presentations of contemporary European music, which continues a thousand-year-old tradition.
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38 At Cracow Philharmonic in 1953, the conductor still had to change its title to Symphonic Fragments. 39 Z. Mycielski, (1958 
